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ケンティウス 10 世の肖像》［図 14］を基にした、教皇シリーズ《ベラスケスに















































































































































































































































































































































































































































































































































 感情 a 
表徴 a 
感情 b 




象徴 c 表徴 c （三次的） 
（対象 a） （自身） （絵画 a） 
（対象 b） （自身） （絵画 b） 




















































































































































































































































































































































































































4.3.1 《Recipient a, b, c, d》 
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図 10 フランシス・ベーコン、《磔刑》、1933 年、
カ ン ヴ ァ ス ・ 油 彩 、 60.5×47cm 、 ロ ン ド ン 、
Murderme Clolletion 



























図 20 フランシス・ベーコン、《三幅対》、1988 年、カンヴァス・油彩、アクリル絵具、三幅対、
各 198×147.5cm、ロンドン、テート 






図 21 エドワード・マイブリッジ、《人間と動物の動きのすべて》、1887 年 
 63 
図 22 川島優、《あらゆる境涯を汚染するもの あらゆる境涯を浄化するも
の》、2013 年、木製パネル、雲肌麻紙、墨、岩絵具、加工銅粉、銀泥、銀箔、
227.6×182.2cm、個人蔵 




図 26 無限に続く反復パターン 
図 25 GPS 機能を使った《Pokémon GO》による拡張現実の一部（2017/06/26）、《Pokémon GO》、スマート
フォン向けオンラインゲームアプリ、Niantic,inc、2016 年 




図 27 川島優、《Radiant》、2017 年、木製パネル、麻紙、墨、岩絵具、銀箔、加工銅粉、145.5cm 
×227.3cm 





図 29 動力炉（Reactor）の構造 
67 
図 30 《仏涅槃図》、国宝、1086 年、絹本着色、１幅、267.6×271.2cm、金剛峰寺、和歌山 
 68 
図 31 運慶、《大日如来座像》、1176 年、寄木造、漆箔、像高 98.2cm、奈良、円成寺・多宝塔 
図 32 黒田清輝、《智・感・情》、重要文化財、1899 年、カンヴァスに油彩、各 180.6×99.8cm、東京
文化財研究所貯蔵 
 69 
図 33 黒田清輝、《湖畔》、重要文化財、1897 年、カンヴァスに油彩、各 69×84.7cm、東京文化財
研究所貯蔵 
 70 
図 34 川島優の地元、天竜市二俣町の風景 
 71 
図 35 木製パネルに麻紙を張り込んだ支持体 
 72 
図 36 観察とイメージを掛け合わせたデッサン 
《Radiant》［図 27］のコンクリートから想起したイメージスケッチ 
左側が《TOXIC》［図 47］［図 48］の女性像を元に再構築したデッサン 
右側が《INSIDE》［図 49］［図 50］の女性像を元に再構築したデッサン 
《大日如来座像》［図 31］蓮華座から想起した幾何学模様 
 73 
図 37 デッサンを本紙に転写する様子 
 74 
図 38 《Re-actor》制作過程の色面段階 
 75 
図 39 《Re-actor》の細部描写の様子① 
 76 
図 39 《Re-actor》の細部描写の様子② 
 77 
図 39 《Re-actor》の細部描写の様子③ 
 78 
図 40 《Re-actor》（《TOXIC》）の女性像の部分図 
 79 
図 40 《Re-actor》（《INSIDE》）の女性像の部分図 
 80 
図 41 川島優、《Re-actor》（《TOXIC》）、2017 年、木製パネル、麻紙、墨、岩絵具、銀箔、
加工銅粉、227.3×145.5cm 
 81 
図 42 川島優、《Re-actor》（《INSIDE》）、2017 年、木製パネル、麻紙、墨、岩絵具、銀箔、
加工銅粉、227.3×145.5cm 
 82 
図 43 川島優、《Re-actor》（《ZETA》）、2017 年、木製パネル、麻紙、墨、岩絵具、銀箔、
加工銅粉、227.3×145.5cm 
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図 43 《Re-actor》（《ZETA》）の部分図① 
 84 
図 43 《Re-actor》（《ZETA》）の部分図② 
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図 46 フランシス・ベーコン、《アイスキュロスのオレステイアから想起した三幅対》、1981 年、
カンヴァス・油彩、三幅対、各 198×147.5cm、オスロ、アストルップ・ファーンリ美術館 
図 45 川島優、三幅対《FRAGMENT BOX a》《TOXIC》《FRAGMENT BOX b》、2016 年、木製パネル、麻紙、
墨、岩絵具、加工銅粉、銀箔、左から 194.2×112.7cm、194.2×130.5cm、194.2×112.7cm 
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図 48 川島優、《TOXIC》、2015 年、木製パネル、麻紙、墨、岩絵具、加工銅粉、銀箔、
91×72.7cm、個人蔵 
 89 
図 49 川島優、《Inside》、2014 年、木製パネル、麻紙、墨、岩絵具、加工銅粉、銀箔、
194.2×112.7cm、豊橋市美術博物館 
 90 
図 50 川島優、《INSIDE》、2016 年、木製パネル、麻紙、墨、岩絵具、加工銅粉、銀箔、53×45.5cm、
個人蔵 
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図 54 《Recipient d》、2016 年、木製パネル、
麻紙、墨、岩絵具、加工銅粉、銀箔、
53×45.5cm、個人蔵 




































































Pictorial Representations of Dialectical Symbolization of Inner 
Emotions: Ré-formering “Anxiety” 
Yu Kawashima 
 
Painting, in the present day, is the expression of oneʼs own self as 
someone who lives today. There are many visual media and technologies such as 
TVs, magazines, and social networking sites, which cause abrupt and fast-
changing nature of the present world. The experiences from the authorʼs 
childhood spent in a verdant countryside gave him a deep sense of discomfort 
with regard to the artificial and inorganic world. This unease caused greater 
anxiety in the author on perceiving the changes of the time and disquieting signs 
of contemporary society. “Anxiety” acts as an antonym of “ease”, and it implies 
that oneʼs mind is unsettled. According to Søren Kierkegaard, human existence 
itself stands, ever since its creation by God, with anxiety and a consciousness of 
original sin as its nature. In addition, self-introspection is essential to survive in 
the contemporary society, and the process for it is to paint for the author. The 
author acknowledges representing his inner world visually, in the contemporary 
society, as a method to seek his own existence without being deluded by 
everyday affairs and troubles.  
In the light of the motivation for the research above, the author studied 
the relationship between Gustave Moreau, who was a pioneering artist, and his 
own work for the first chapter, which deal with late 19th century symbolism 
because of the similarities between us such as subjectivity, decorativeness, and 
interiority. As a result, the author got a handle on the Moreauʼs concept of 
“interiority,” which is a “fantasy” as mysticism depicting unrealistic objects while 
the “interiority” that painted by the author is the “anxiety” as a reality itself.  
Subsequently, for the second chapter, the author examined Francis 
Bacon, a painter who survived the days of fear and despair of the wars in 20th 
century, from the standpoint of how his inner anxiety influenced painterly 
representations. Baconʼs way of life is excessively influenced by Nietzscheism, and 
the background of the wars and British liberalist tendency enabled him to use 
wilder and more direct painterly expressions. Moreover, while the development of 
technology of mechanical reproduction by the industrial revolutions allowed 
photography to give a hieroglyphic new role, Bacon restored the role of painting 
to direct realism from its role of mimetic realism, and he found his own realism by 
deforming it. It could be said that it is a new position, which was completely 
different from abstract expressionism and realism. From this consideration, it is 
elucidated that Baconʼs will as an Expressionist is similar to the authorʼs will for 
the painterly representations. Furthermore, the author pointed out the possibility 
of overcoming and introspecting his own anxiety, which is linked to his artistic 
productions by his position that focuses on the structure of Nietzscheʼs thoughts, 
such as Overman and Nihilism.  
The author examined his own anxiety from the perspective of the present 
day for the third chapter, coining a French term “ré-former” to describe his own 
painterly representations while he considers the peculiarity of the events from his 
childhood and re-acknowledged his previous artworks. ré-former or “reform” in 
English originally implies the act of improvement and change, but in this context, 
the term is employed to describe the act of infusing the subject of anxiety with the 
will to live by depicting it through his own self. The author labeled the subject 
indicating a point of anxiety as a symbol of anxiety, and the subject converted 
through his own self as a sign of anxiety. This symbol of anxiety consists of three 
elements: the energy of material, the energy of information, and girls and power. 
“Signs” work to signify every subject and have a characteristic of linked 
transformations, like secondary and tertiary transformation. In brief, ré-former is 
a painterly representation which alters and develops infinitely and can be called a 
chain of energies. With this structure in mind, the author painted Re-actor in 
order to create a strong will like the Sun, which is the origin of lives and shines on 
us.  
In conclusion, the purpose of Re-actor is to represent the power to live 
by ré-formering the anxiety. It transforms the anxiety to own power by applying 
the restored subjects of anxiety in his memory, such as energy of material, 
energy of information, and girls and power to painterly expressions. In addition, 
this inorganic and technological visual representation expresses the evolving 
power to make advances by the acts of considering. In brief, representing the 
power to live is to face oneself, recognize oneʼs own anxiety, and form oneʼs own 
power. Above all, it could be concluded that living in the present day for the 
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